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Modern Philology 



Volume XII "June IQId Number 2 



POETS AS HEROES OF EPIC AND DRAMATIC WORKS IN 
GERMAN LITERATURE 

In 1790, Goethe's Schriften appeared at Leipzig, published by 
Georg Joachim Goschen. The sixth volume contained Tasso, ein 
Schauspiel and Lila. A. W. Schlegel reviewed these in the Got- 
tingsche Anzeigen von gelehrten Sachen in the number of June 12, 1790. 
Concerning Tasso Schlegel said, among other things: 

Die Idee, den Charakter eines wirklichen Dichters zum Gegenstande der 
dichterischen Darstellung zu machen, hat so etwas Natiirliches und auffallend 
Anlockendes, dass man sich wundern muss, sie nicht haufiger benutzt zu 
finden. So wie ein Dichter am fahigsten ist, einem Andern auszulegen, wie 
er oft einen dichterischen Zug mit lebendigem Gefuhl auffasst, der Andern 
nur verworrene Ahndungen erregt, so wird er auch tiefer ergrunden, wie sich 
in einer Dichterseele die Triebe zart in einander weben, feiner belauschen, 
wie da die Regung sich allmahlig zur That bildet; hiebey vorausgesetzt, 
dass der Dichter, dessen Charakter dargestellt werden soil, nicht ein gewohn- 
licher Mensch im Leben sey ; dass die individuelle Beschaffenheit seines Genies 
sich auch in Eigenthumlichkeiten der Denkart und Lebensweise aussere. 
Dies war gewiss [bei] Torquato Tasso, den Goethe zur Hauptperson eines 
jetzt zum erstenmal gedruckten Schauspiels gemacht hat, in hohem Grade 
der Fall. 

Schlegel then shows how Goethe not only gave a faithful picture of 
Tasso's character, but also alluded to certain of his poems as well as 
to various episodes in his life, episodes related by Tasso's best and 
most recent biographer, Serassi, whom Goethe followed, and not 
related by one of his other biographers, Manso, whom Goethe did 
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2 Allen Wilson Porterfield 

not follow. He says also that Tasso will not be appropriate for the 
stage, since the abundance of fine details and Attican urbanity of 
language will make an impression on the reader, while the absence 
of striking scenes will not move the spectator. 

Though there are more than two hundred instances in which a 
German poet has, in good faith, made another poet of German or 
other nationality a speaking character in an epic or dramatic work, 
and has given him or her an important if not the leading r61e, and 
though a number of these antedate 1789, Goethe's Tasso is the first 
important work in a long list of works of this sort, while SchlegePs 
criticism, naturally the first of its kind with reference to Tasso, and 
possibly the first o f its kind in general, has, significantly enough, 
remained also one of the last. 1 Since, then, the dramatizing and 
novelizing of poets in German literature is manifestly a theme replete 
with possibilities, and since the theme has fared such a Cinderella- 
like fate 2 at the hands of investigators, a brief, introductory discussion 
of it, with a fairly complete catalogue of the works in question, can 
hardly be unwelcome. 

For the retaliatory good of human kind, it occasionally happens 
that the worm turns, compelling, for example, the judge to go to jail, 
the preacher to hear someone else preach, and the poet to be poetized 
by a brother in Apollo. The difference between the retroactive 
happening to the poet and his brethren of less afflatus is essentially 
one of time: they must be utilized while still among men; he, on the 
contrary, cannot be effectively novelized or dramatized until buried 

» The various editors and critics of Tasso simply look upon it as a historical drama 
and pass over the idea of the poetization of the poet. Kuno Fischer alone, in his mono- 
graph, Goethes Tasso, discusses the theme indirectly as follows: "Wenn Henrik Ibsen 
einen Torquato Tasso geschrieben hatte, so wiirde er bemiiht gewesen sein, das Elend 
und die Leiden des italienischen Dichters nach der Natur abzuschildern: wir wiirden 
seinen Tasso als bettelhaften Fliichtling in abgerissenen Kleidern, als Melancholikus in 
den Anwandlungen des Wahnsinns und zuletzt unter Wehklagen in der Zelle des Annen: 
hospitals erblicken. Ich wundere mien, dass sich Ibsen bis jetzt diesen lockenden Gegen- 
stand versagt hat." 

'There are, at present, four monographs that bear on this subject, as follows: 
Richard Ackermann, Lord Byron. Sein Leben, seine Werke, sein Einfluss auf die deutsche 
Litteratur (Heidelberg, 1901, 188 pages); Paul Weiglin, Gutzkows und Laubes Lileratur- 
dramen (Berlin, 1910, 173 pages); Amalie Zabel, Lutherdramen des beginnenden 17. 
Jahrhunderts (Munchen, 1911, 68 pages); Paul Riesenfeld, Heinrich von Ofterdingen in 
der deutschen Literatur (Berlin, 1912, 359 pages). All of these pay but little attention 
to the poets' side of the case; they look upon their heroes as historical characters and 
attempt to point out the relation of the epic or drama to the actual life of the poet treated. 
The most modern novels by Molo, Stilgebauer, and Ginzkey, on Schiller, Heine, Walther 
von der Vogelweide, respectively, will naturally receive conventional reviews. 
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Poets as Heroes in German Literature 3 

out of sight of men. Karl von Holtei did, to be sure, write to Jean 
Paul in 1823, two years before the death of the author of Titan, 
asking him if he might base a comedy on his life and works. As was 
to be expected, the plan died in infancy. In fact, all durable epics 
and dramas, and nearly all lyrics, that use other poets as characters, 
have been written after the death of the poets in question, and gen- 
erally not until hoary time has woven its irrefutable legends around 
those mortal crudities and realities that so tenaciously cling to the 
living but are so kindly forgotten of the dead. And those few lyrics 
that have been written on living poets, aside from occasional effusions 
by the members of the Berlin-Jena Romantic school, are often of sub- 
ordinate merit, sometimes satiric, sarcastic, and scornful in tone, some- 
times in the manner of the memorable Xenien and Invectiven. It is, 
of course, quite common for the poet to address his poem to another 
poet and thereby give it a title; but this does not mean that the 
poem treats the addressee. Goethe's list of poems An Personen is 
long; and among these persons we find various poets (Schiller, 
Herder, Iffland, Gotter, Carlyle), but they are addressed to these 
people only as a letter on some extraneous matter might have been 
addressed to them. 

The death of a poet, however, usually provokes immediate lyric 
laudation from his contemporaries in the muse. The living poet is 
moved by the going away of his friend and gives vent to his feelings 
in lyric form. Was there indeed ever an instance in German liter- 
ature when the death of a poet failed to evoke at least one poem 
on his life and death ? Writing poems on the death of poets became 
a sort of pastime with Emanuel Geibel. The poet is, in the very 
nature of the case, extremely sensitive to, and capable of, emotion, 
and death fans emotion, for emotion means full of life. Wilhelm 
Muller, Chamisso, Heine, even Zedlitz and Meissner, wrote real 
poetry on the death of Lord Byron. 

There is still another phase of the matter: German poets have 
frequently written poems on poets long since dead. In 1832, Immer- 
mann introduced Wolfram von Eschenbach, Dante, and Novalis 
into his Merlin. In 1826, Goethe wrote his peculiar poem entitled 
"Bei Betrachtung von Schillers Schadel." The poem is typical, in 
one way, of many of those attempts to conjure up the spirits of those 
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of long ago in that it has next to nothing to do with its title-hero. 
At the close of the poem Goethe makes the only point that he wished 
to make, namely, that all matter is eventually dissolved into spirit 
and that only the spirit-begotten survives. But the master at 
exhuming the dead was Wilhelm Schlegel. He wrote many poems 
on poets of centuries ago — Luther, Paul Flemming, Shakespeare, 
and the late mediaeval Italian and Spanish poets. But what 
Schlegel did was to read these poets and criticize their works and then 
couch his criticism in verse rather than prose, so that it would be at 
once critical and creative. In Dante, for example, he saw the author 
of a great work that fathomed and proclaimed the meaning of the 
universe from high to low. This impressed Schlegel and he con- 
densed his ideas so that he could express them in a single sonnet, 
perfect in form and instructive, if not poetic, in content. In short, 
German literature abounds in poems that owe their initial inspiration 
to the lives and works of other poets in whom their authors were 
interested at the time of composition. To read the complete works 
of Ruckert, quantitatively Germany's greatest lyric writer, and 
Paul Heyse alone would be equivalent to taking an incoherent course 
on comparative literature, so many poems have they written on the 
members of their fraternity. The subject can, however, not be 
treated here in detail owing to the wealth 1 of material and its ir- 
relevancy, worded as this theme is. 

Poets as heroes of German epics are, aside from the abundance of 
material, an uncommonly grateful theme. In the first place, from 
Ruodlieb in the beginning to Molo's Schiller now, the epic has been the 
most read and the least studied of the three main forms of literature, 
so that there is more reason for research. Also, according to Aris- 
totle, an epic must be on a great and noble theme; it must be one in 
itself. Since it is audacious to attempt to refute Aristotle, who would 
dare suggest that an immortal poet cannot consistently be made the 
hero of an epic just as well as a notorious individual, or a noted citi- 
zen of any calling, or a beautiful woman, or an illustrious general, or 
an anointed king, or a legendary person born of poetic imagination, 
or a god the outgrowth of folk-fancy? When one considers Aris- 

1 It is rather peculiar that R. M. Werner, in his book of 638 pages on Lyrik und 
Lyriker, never touches this phase of the matter. He tabulates no fewer than 256 
different kinds of lyrics without a word about poetry or poets. 
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totle's definition, the propriety of the poet in the epic becomes ultra- 
evident. And aside from Aristotle, the epic is a matter of objective 
narration so that the author has a rare opportunity to set forth the 
life of his, in the very nature of the case, interesting hero. 

To begin at the beginning, Gottfried von Strassburg wrote his 
Tristan und Isolde about 1215. We have in this epic a striking 
example of the introduction of poets as characters, though not as 
speaking ones. In chapter eight, 1 "Tristans Schwertleite," Gott- 
fried leaves his love-lorn pair and poetizes five poets. Of these, 
Hartmann der Ouwaere, Steinahe Bliker, diu von der Vogelweide 
were then living; von Veldeken Heinrich and diu von Hagenouwe 
were dead. 

At first blush this appeals to us as an interruption and therefore 
seems inexcusable. What should we think, for example, of Klop- 
stock, if he had stopped in the middle of his Messias and given us his 
personal opinion as to the real and relative worth of the works of 
Bodmer and Breitinger, Gottsched and Gellert, and Hagedorn ? It 
does not, of course, suffice to say that as time goes on the architecture 
of books improves. It was a common custom among mediaeval 
poets to discuss other poets in their works, and this instance in Gott- 
fried is one of the happiest. There is nothing digressive or otherwise 
culpatory about it. Gottfried tells how Tristan dressed up for his 
dubbing. He gives a superb picture, though a brief one, of Tristan's 
courage and costume, and then refuses to say anything more for two 
reasons: so much has been said on this subject 2 and there are others 3 
who can do it, or could have done it, so much better than he. The 



■ Ll. 4619-4818. 
»L1. 4614-18: 



•LI. 4689-95: 



ja ritterllchiu zierheit 
diu ist s6 manege wis beschriben 
und ist mit rede als6 zertriben 
daz ich niht kan gereden dar abe, 
da von kein herze froude habe. 



Noch ist der varwaere ni§r: 

von Steinahe BlikSr 

diu siniu wort sint lussam. 

si worhten frouwen an der ram 

von golde und ouch von siden, 

man mohte s' undersniden, 

mit kriecheschen borten. 
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entire chapter, when read in its proper connection, does not give the 
impression of a digression, certainly not in the choice of words. 
Tristan, for example, is richly dighted. And then we hear, concern- 
ing Hartmann von Aue, that he uses pure crystal words, woven 
together like flowers when wisely set and statefully arranged. And 
Blicker von Steinach is also spoken of as a vdrwaere in words. It is 
the language of embroidery and embellishment, whether describing 
Tristan's wardrobe or Hagenau's vocabulary. There are many 
other passages in Middle High German where poets are poetized, 
though not always favorably; indeed, in this same work Wolfram 
gets a few side thrusts for his unclear and diffusive style. Whether 
the Romanticists took their cue in this respect from their forbears 
of six hundred years ago is not certain. That it would be but a short 
step from introduction in the third person to introduction in the first 
person is perfectly plain. 

And then, to leap over six centuries, Tieck published his Dichter- 
leben, eine Novelle, 1 in 1829. The leading characters of the first part 
are Robert Green and Christoph Marlowe; the leading character of 
the second part is William Shakespeare. Tieck was admirably pre- 
pared for such a work. He had supervised the translation of Shake- 
speare's plays and had had them performed. His public readingsfrom 
Shakespeare, during his stay in Dresden from 1819 to 1840, attracted 
thousands of visitors. He was one of the first critics to insist upon 
dividing the plays into two classes, the diffuse historical ones and the 
precise mythical ones, just as he was also the first to claim that there 
runs throughout all of them an unbroken thread of irony. He had, 
indeed, planned early in life to make his magnum opus a definitive 
study of Shakespeare. Unable, however, to find the time for such a 
study, he wrote Dichterleben instead, in which he elevated the poet to 
the vertiginous height of seership and named him Shakespeare. It 
was, namely, his lifelong belief that a poet is a seer and that Shake- 
speare was the greatest of seers. 



' Some of the less important characters of both parts are: Thomas Nash, Gabriel 
Harvey, George Peele, Thomas Lodge, Surrey, the members of Shakespeare's family, 
and Philip Henslow. The works of various poets are discussed: Chaucer, Spenser, 
Lyly, Sidney. Of fictitious characters, there are but few, possibly none. Arthington, 
Coppinger, Haket, the Count of Southampton, Professor Cuffe, Camden, Smith, Wilton, 
Baptista, Ellis, and the Squire of Eschentown could, in all probability, be run down. 
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Though Tieck's Dichterleben is long, 1 Friedrich Kummer 2 gives 
the plot in thirty-five words as follows: "Die jungen kraftgenialen 
Dramatiker des Elisabetischen Zeitalters, Christoph Marlowe und 
Green gehen trotz ihrer Genialitat zu Grunde, im Gegensatz zu 
Shakespeare, der als Mensch wie als Dichter ein harmonisches 
Gleichgewicht seiner Seelen- und Geisteskrafte behauptet." Brief, 
but, so far as plot is concerned, not too brief. The plot of Sophocles' 
Oedipus Rex can be told just as briefly. In some works the plot is 
everything and requires time to tell; witness some of the recent 
" best sellers." In others it is merely a sort of mark giving the names 
of sender and receiver and indicating the nature of the contents. 
Many such plotless but much-importing works were written by the 
Romanticists. 

The story opens in an inn. Marlowe and Green are talking and 
drinking. A cultured nobleman, not a poet, joins them, for "wer 
sich nicht selbst als Dichter zeigen kann, der wird wenigstens dadurch 
geadelt, wenn er die Werke edler Geister versteht und liebt." It 
means much to an ordinary mortal to talk with a living poet. Mar- 
lowe is not so certain of this, but the nobleman assures him of his 
merits, for " wo haben wir nur etwas Aehnliches, wie Eure Ueberset- 
zung des Ovid oder des Musaus? Ihr macht unsere Sprache erst 
miindig, dass sie die Tone der Kraft, Bedeutsamkeit und Tiefe lieb- 
lich aussprechen lernt. Eure Lieder sind zart und wohllautend, 
Eure Tragodien donnernd, und in allem, was Ihr dichtet, regiert ein 
Ungestiim, ein Sturm der Leidenschaft, der uns auch wider unsern 
Willen in fremde Regionen hinuberreisst, was mir eben das wahre 
Kennzeichen eines echten Dichters zu sein scheint." 

The book abounds in memoranda poetica. We are told how it is 
impossible for a born poet to be only a local patriot; why exotic 
themes frequently have an attraction that native ones do not; why 
satire is the shortest-lived of all kinds of literature. Then Henslow 
puts in a plea for the playwright and the poets throw radiant light, 
in reply, on the English stage in the year 1600. And the whole town 
is thrown in an uproar by a play, Romeo and Juliet, by one of Hens- 
low's comedians, "ein gewisser Shakespeare." Let him who is bold 

1 There are 223 pages in the work as edited by Heinrich Welti in the Cotta edition. 

2 Deutsche Lileraturgeschichte des neunzehnten Jahrhunderts, p. 117. 
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search for better criticism of this play than that given by Marlowe 
to Green in Tieck's Dichterleben. And let both the bold and the 
trepid search for more readable criticism of Shakespeare's plays on 
the whole than those given by himself in the second part of this story. 
And, to return to the plot, let no one hope for a more rarified refutal 
of the venerable thesis that poetic genius and moral insolvency go 
hand in hand than Tieck has given in his portrayal of Shakespeare's 
character. He had a thorny road to travel. When he came to 
London, the punsters called him Shikkebue, Schicksalbar, Schuckel- 
bier, Schicklichbar, Schichklaspir, Scheckigsper, Schuttelspeer, and 
so on, but to all such taunts he was dumb. Coils and traps were set 
for him, but he either gracefully walked around them, or, if into 
them, he poetized his experience for the good of his thankless con- 
temporaries and the undying delight of all posterity. He loathed 
his own mean characters and loved his amiable ones. Nothing was 
made, everything grew. In her Corinne Madame de Stael said: 
" I learned life from books." Tieck did too and this one shows it. 
That is, however, nothing against Dichterleben. Some men experi- 
ence real episodes, others fanciful ones — books, for example; Tieck 
belonged to the latter class. 

In 1912 Siegfried Krebs published his August Daniel von Binzer, 
oder das Ende der Romantik, ein Roman, with a motto from Hans 
Brandenburg about having one's laughing head drunk with one's 
own blood. There are no invented characters. The leading ones 
are Binzer, his fiancee Emilie von Gerschau, Jean Paul, Gustav von 
Parthei, and Schleiermacher. Practically all of the Romantic poets 
and philosophers are at least referred to. The time is from 1819 to 
the outbreak of the cholera in Berlin and the consequent death of 
Hegel in 1831. The plot is important and is as follows: 

The Herzogin von Kurland and her three daughters give, in the 
summer of 1819, one of their annual house-parties at their country- 
place, Lobichau in Sachsen-Altenburg, this time in honor of Jean Paul. 
It has been difficult to get him, but he comes after much persuasion, 
with his poodle, in untidy attire, incessantly talking, and under the 
influence of alcohol all the day. It is a big affair: a hundred beds 
have been arranged for the guests. Tiedge, of Urania fame, and 
Schink, the author of Faust, are there. Theodor Korner used to 
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come. The hero of the occasion, however, is August Daniel von 
Binzer, a man without a will but with much knowledge of Romanti- 
cism and some promise. It is said, namely, that he is writing a book 
that will be epoch-making. The heroine of the occasion is Emilie 
von Gerschau, adopted daughter of the Herzogin von Sagan, an 
eighteen-year-old girl of half Russian parentage and unwholesome 
attraction. The people amuse themselves by playing skat, discussing 
Romanticism, and making fun of Jean Paul. Cupid is not invited, 
but he comes and starts an affair between Binzer and Emilie. All 
oppose it on the ground that it would clip Binzer's poetic wings and 
that Emilie is anything but steady. They all try to persuade him 
that she was intended for a man with money, but to no avail. They 
become more or less husband and wife. Schleiermacher is consulted, 
but it is difficult to get him to oppose such unconventionality. The 
unmarried couple have their troubles. She fears that she is keeping 
him from writing his book; he assures her that he does not intend to 
write a book. But worst of all they need money, and need it badly 
and at once. Binzer does some hackwork, writes some articles for 
an encyclopedia, but that is slow. Emilie has a better plan: she 
enters into a scheme for the counterfeiting of money — but is duly 
placed in jail. Then the cholera breaks out, people become more 
considerate of human needs, and Binzer gets a position in a chemical 
laboratory. When Emilie has done her time, Binzer takes her to 
his so-called home, and now they need money worse than ever. To 
secure this, he steals a valuable platinum pot from the laboratory 
and pawns it. When the theft is discovered, the police and the popu- 
lace storm his house. Parthei is among them to render last aid to 
his old friend, but when they force the door, they find two suicides 
lying on the ottoman. 

Told in this cold, curt way, that seems like a sterile plot; but it 
is only the skeleton of the work. Dress it up with the flesh of a life- 
story and the complexion-giving blood of trenchant, though fre- 
quently erratic, observations, and we get a rather readable romance. 
The trouble with it all is, Krebs has given a most distorted picture of 
his hero and heroine. Each 1 was just the opposite of what we have 

1 August Daniel, Freiherr von Binzer, born May 30, 1793, at Kiel, died March 20, 
1868, at Neisse. The son of a cultured Danish major-general, he was blessed with gifts 
and graces. Musically talented, the author of at least two famous poems, " Wir hatten 
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here. Nothing so "romantic" was ever written by the orthodox 
Romanticists. If Krebs wished to lay emphasis on the subtitle, 
"Das Ende der Romantik," then Hoffmann, or Werner, or Grabbe, 
or Waiblinger would have suited his purpose much better. And if 
he wished to write "Das Ende eines romantischen Lebens," he should 
have said so and done so. The novelizing and dramatizing of poets 
by German poets is unquestionably becoming fashionable. But woe 
to the children of the muse if they are all to be treated as Krebs 1 has 
treated Binzer! A work more untrue to life is, in all probability, 
not to be found in the appended catalogue. 

When we come to the drama, this whole subject becomes more 
suggestive, skeptical though we may be about the availability of the 
poet for the stage. The drama is a matter of action superinduced 
by dual claims ultimately provoking a conflict. Unendowed persons 
lead a conflictless life, and the other way around. A poet is a man 
of gifts, and gifts mean collision of interests. Think of the conflicts 
in Goethe's life and the renunciatory spirit that acted as a sort of 
deus ex machina in their solution! E. T. A. Hoffmann was a man of 
split talents, and his works show it. Throughout nearly all of them 
there runs a motive of irrepressible conflict between life and art, a 
conflict as real and irritating as ever existed between the party of 
Brutus and the party of Cassius, so that Brentano was led to speak of 
Hoffmann's great dramatic ability. What does this mean? Hoff- 
mann never even started a drama. It means that Hoffmann him- 
self had to fight such a perpetual struggle between the real and the 
imaginative things of life that his characters move in two diametri- 
cally opposite worlds. All great poets are torn by this contrast 
between the real and the unreal. We are told by an eminent author- 
ity that it requires more strength to rule one's own spirit than it does 
to take a city. Poets do not take cities; they do, or do not, conquer 

gebauet ein stattliches Haus," and "Stosst an, Jena soil leben," for the latter of which 
he also wrote the music, Binzer lived an eminently respectable life. He edited for a 
while Die Zeitung fur die elegante Welt, was coeditor of the Augsburger Allgemeine 
Zeitung, translated Franklin's Autobiography, and part of Young's Night Thoughts. 
His favorite poet-friend was Zedlitz. His wife, Emilie von Gerschau, was also a woman 
of talent and character. With her assistance he wrote three volumes of tales and 
novelettes. 

1 In response to inquiry, Herr Krebs very kindly informed the writer that he did 
not try to portray the historical Binzer at all, and that, in view of Binzer's personality, 
his novel was not a happy way to solve the problem he had in mind. 
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their own spirits. Melpomene should therefore feel kindly disposed 
toward the devotees of Apollo Musagetes, whether they operate 
actively or retroactively. But so far as the passive spectator is con- 
cerned, the dramatizing of the poetic conflict is big with difficulties. 
The superiority of the psychic as over against the physical struggle 
is manifest; but the mind's eye is often blind even to things that are, 
in themselves, so eminently worth beholding. Dramatically speak- 
ing, Goethe has never won the real stage with his Tasso, possibly the 
most noteworthy of the dramas appended. 

One thing, however, concerning Tasso is certain: Goethe was not 
simply poetizing a poet in the abstract, and poetry; he was funda- 
mentally interested in the affairs of his title-hero. Had he not been, 
he would undoubtedly have named his characters, as he did in Die 
natiirliche Tochter, simply Der Herzog, Die Prinzessin, Die Grafin, 
Der Dichter, Der Secretar. A good deal has been written about the 
conflict between the man of affairs and the man of fancy in this work, 
but the conflict between Tasso and the Princess, as brought out in 
the second act, is the most important phase of this drama. Also, 
we know that Goethe did not simply read, or peruse, Serassi's biog- 
raphy; he studied it carefully and utilized it as fully as his theme 
would permit. In short, Goethe was interested in the Italian poet 
and, with an originality that is most refreshing, he showed this inter- 
est by his drama. There is reasonableness in A. W. Schlegel's unique 
observation. 

The drama most similar to Goethe's Tasso 1 is Grillparzer's Sappho, 
written in three weeks in 1817, performed in 1818, published in 1819, 
in the third edition in 1822, soon translated into Danish, French, and 
English, and at least three times parodied. Again we have the con- 
flict between the poet creating and the poet living and loving. 
Though Grillparzer plainly intended to dramatize not only the 
Sappho of two and a half thousand years ago, about whom we know 
just a little more than Novalis knew about Ofterdingen, but also a 
woman in the abstract who happened to be a poet, it is a vote in 
favor of this subject to learn that the first thing he did after Dr. Joel 

1 Concerning Tasso, Grillparzer said: "Felsenfest wurde meine Liebe fur Goethen 
durch Tasso'n. Konnte diese Dichtematur dem Dichter fremd sein ? Ich selbst glaubte 
es zu sein, der als Tasso sprach, handelte, liebte." 
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suggested the theme to him was to read Sappho's poems, one of which 
he freely translated and incorporated in his drama. 

Grillparzer shows us here the disparaging obligations of greatness 
in general and of poetic exaltedness in particular. We are reminded 
of Annette von Droste, who said, in substance, that every syllable of 
her verse meant a drop from her veins. We are assured by an indu- 
bitable authority that the bay, though an unvenal embellishment 
in the eye of the burgher, is a thorn in the flesh of its qualified wearer : 
it excludes him, and ten times more her, from the life of the great, dull 
majority. We are made to see that mortals never are at ease when 
among immortals, and that immortals cannot taste, not even sip 
with immunity, of the life of mortals. Royalty bowed before this 
poetess and her every look was declinatory; this poetess bowed 
before commonalty, and commonalty turned away and to its own. 
Taste is indispensable in a concordant life and consonance must not 
fail in mating. Whatever Grillparzer may have wished to say in this 
drama about the malheur d'etre poete, it could, nevertheless, be called 
the song of songs of harmony. All of which makes delightful read- 
ing for the poetically inclined; but can the others see and feel the 
conflict in Sappho's soul? And a drama without a visible conflict 
is like a novel without any sort of story. 

On May 6, 1884, there was performed for the first time, in the 
Kfonigliches Hof theater in Hannover, Christoph Marlow, "Trauer- 
spiel in vier Akten, von Ernst von Wildenbruch." Marlowe, Ben 
Jonson, Green, Peele, Lodge, Nash, and Shakespeare are the poet- 
characters. Sir Thomas Walsingham, Francis Archer, and Henslow 
are some of the other characters easy to locate. The first two acts 
take place in Cambridge, the last two in London. This is an in- 
teresting, though improbable, tragedy of poetic megalomania. It 
failed on the stage, some say because the critics came off so ill. 
That may have helped; but there are other reasons patent to any- 
one. Though the spectator is regaled with the troubles of people 
real even in name, he is asked to believe in the consistency of action 
just a bit more probable than is to be found in dramas confessedly 
resting on a fairy basis. This is what takes place: 

Marlowe, the poor son of a poor father, is brought up in the home 
of Sir Thomas Walsingham, with whose daughter, Leonore, he falls 
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in love, and she with him. Tired of home-made glory, Marlowe 
runs away, joins the navy, and, after his poetry has made him famous, 
is, according to rumor, killed in an engagement at sea. But he 
returns home, only to find Leonore, in accordance with her father's 
wish, engaged to a steady sort of person, Francis Archer. Marlowe 
wins back her love and persuades her to run away with him, which 
act of filial indiscretion the father does not survive. In London they 
attend a performance of a new play, Romeo and Juliet, by an unknown 
author. The critics ascribe the wonderful creation to Marlowe. 
This misdirected praise so embitters him against everybody that he 
curses everybody, including Leonore, who, he thinks, admires only 
the poet in him. News of the death of her father, and the asinine 
ravings of her poet-lover cause Leonore to swoon. Marlowe is 
about to look up, and if possible annihilate this Shakespeare who has 
so fatally interfered with his leadership among poets. But Francis 
Archer arrives on the scene, a duel ensues, Marlowe is mortally 
wounded and dies, resigned to his fate, in Leonore's arms with 
Shakespeare standing by his side repeating Ophelia's words: "Oh 
what a noble mind is here o'erthrown!" 

While the plot of this drama is queer, though some of these 
things actually happened, Marlowe's character is impossible. It is 
to be doubted whether a poet ever seriously dramatized a more 
absurdly conceited character than Wildenbruch's Marlowe. Just 
one specimen of his ravings must suffice. He once had a vision; he 
was in Elysium: 

.... Und auf dieser Wiese, 
Da wandelten, wie Gotter anzuschau'n, 
Homeros und die grossen Dichter alle, 
Die je der Menschheit trunkenes Ohr entztickt. 
Und als zu ihnen Christoph Marlow trat, 
Da bebte das Elysische Gefilde, 
Da wandten sich die heil'gen Haupter alle, 
Da streckten alle Arme sich nach mir! 1 

It is a pity that Wildenbruch did not more conscientiously per- 
form his grateful task. Marlowe was, at the time of his Tambur- 
laine, Jew of Malta, and Edward II, easily England's first poet, 

1 Act II, scene vii. 
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Shakespeare not excepted. But the Marlowe of Tieck, who gave 
Wildenbruch his initial inspiration, is the more interesting and 
reasonable of the two — except for those who take sheer delight in 
the improbable. 

In 1891, Wilhelm von Polenz finished his Heinrich von Kleist, ein 
Trauerspiel. The poet-characters are Kleist and Fouqu6, the other 
historical characters are Adam Muller, of Abendbldtter fame, Hen- 
riette Vogel, and her husband. The scene is laid in Berlin, the time 
is from October 18, 1811, to November 11 of the same year — which is 
possibly a misprint for November 21. The drama is in prose, there 
are four Akte, though the fourth is divided into two Aufzuge with 
nine scenes in the first and three in the latter. With the exception 
of Kleist's tentative engagement, in the eleventh hour, to Marianne 
Paltzow, the daughter of a man who was once a good bricklayer and 
who is now a retired, rich, stuck-up, boorish Philistine of Berlin, the 
things that happen are nearly those told by Kleist's biographers. 

Kleist is living in a wretched pension in Berlin, the manager of 
which, Frau Bartels, would like to get rid of her boarder because he 
does nothing but sleep, talk to himself, and postpone the payment 
of his debts. Adam Muller and FouquS visit him, lend him some 
money, and try to put him on his feet generally. Kleist balks; life 
is a lie, death is the truth. Then Adam Muller introduces him to 
the Paltzow family, the father of which looks upon him as a shabby 
fool; but the fact that he is known at Court interests the Paltzows, 
so Marianne becomes more or less engaged to him, when Henriette 
Vogel interrupts, reminds Kleist of his back promise, and the Wann- 
see tragedy ensues. 

Another change rung on the misfortune of being a poet. The 
ones above discussed became famous while living; the tributes paid 
to Kleist were posthumous; his dramas were played and applauded 
after his death. The question has been raised: Who killed Kleist — 
Goethe or Kant ? This drama elaborates the thesis that the German 
critics, sick over Germany's degradation brought on by Napoleon's 
blood-shedding hosts, paid for the pistol that shot the life out of 
Kleist at Wannsee. This is the perpetual theme. In Act I, scene 
viii, the officer comes to seize Kleist's property for debts, and we read 
the following: 
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Exekutor (einen Stoss Papiere emporhebend) : Das hier — 

Kleist: Sind Manuskripte! Wertlos, vollig wertlos — wie ihm die 
deutsche Kritik erklaren wird, guter Mann. 

Exekutor (die Hand auf einen anderen Stoss legend): Und das hier? 

Kleist: Drucksachen. Michael Kohlhaas — Penthesilea — Prim von Hom- 
burg. Makulatur — alles Makulatur! Frage Er nur die deutschen Theater- 
direktoren, wieviel man dafiir bietet. 

Exekutor: Also alles wertlos ? 

Kleist: Wertlos, alles wertlos, mein guter Mann. Schrieb mir's denn 
nicht neulich erst Cotta, als er mir mein "Kathchen" zuruckschickte: und 
seht — Cotta, der muss es doch wissen. — Also, brave Leute, ihr seht wohl 
nun ein, dass bei mir nichts zu holen ist. Ihr habt mir zuviel zugetraut; 
dank im ubrigen fur die gute Meinung. 

And then Fouque' paid the bill, fifty thaler in all. To the initiated, 
this drama 1 will prove thoroughly enjoyable; to the others, it will 
prove at least instructive. 

It is, however, not so much this or any other of these works that 
is instructive; it is the development of the entire "movement" that 
throws light on the development of German literature as a whole. 
A glance at the subjoined list shows that there have been eight rather 
distinct periods during which the writing of epics and dramas on 
poets took a rather distinct turn: (1) During the Middle Ages it was 
common for the poet to step aside and discuss another poet. This is 
possibly owing to the fact that the mediaeval German poet was not 
particularly anxious about being original; er sang gem nach der 
Weise von dem und dem. (2) From 1525 to 1625, Martin Luther was, 
for evident reasons, more poetized than anyone else. (3) From 1625 
to 1765, there was a break in this matter; those were also gloomy 
years for German literature as whole. (4) From 1765 to 1800, the 
influence of the Romanticists, negative and positive, became appar- 
ent. That Goethe wrote his Tasso in 1789 is no mere accident; to 

'Of this drama, Adolf Bartels says: "Ich halte es fur unmoglich, Heinrlch von 
Kleist auf die Biihne zu bringen, so sicher er eine echt tragische Gestalt ist, nur etwa im 
Roman, eher vieUeicht noch durch ein flngiertes Tagebuch ware es, wie ich glaube, 
moglich, den Charakter des ungliicklichen Dichters und die Seelenzustande, die seinem 
Selbstmorde vorangingen, dichterisch darzustellen. Ganz ungeschickt ist Polenz' 
Drama jedoch nicht, jedenfalls der Beste unter den mancherlei Versuchen, die den Stoff 
behandeln." 

In a different vein Adolf Stern says of this drama: "Dieser Kleist mit alien wilden 
Hohnphrasen der Schopenhauerschen Philosophic und den wilden Zornausbrtichen der 
letzten Welttiberwindung ist ein moderner Poet im engsten und unerfreulichsten Wort- 
sinn und hat mit unserem grossen Dichter wenig gemeinsam." 
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the poets of that time, the poet was the most real of men. (5) From 
1800 to 1825, such works were produced in great abundance, and, 
following the lead of the Romanticists, the late mediaeval Romance 
writers were most frequently utilized. (6) From 1825 to 1850, Ger- 
man literature was in a most peculiar condition; indecision, lack of a 
fixed type or tendency, characterized the age. The poets of Young 
Germany alone wrote with more or less singleness of purpose. Rau- 
pach's tragedy on Tasso, Sternberg's short story on Moliere, Laube's 
novel on Byron, and Bettina's epistolary effort on Goethe, all in 
1835, argue the lack of solidarity. (7) From 1850 to 1880, these 
literary works began to be produced in great numbers, the majority 
of them written by minor poets on major ones. (8) And lastly, from 
1880 to the present, beginning with Bleibtreu's Byron-dramas, the 
novelizing and dramatizing of poets has plainly become a literary 
fad in Germany. 

It has indeed always, with a few conspicuous exceptions, been a 
fad in Germany; a survey of these works brings out, namely, some 
peculiar facts. All told, the poetization of poets, though it has 
attracted some of the greatest writers — Goethe, Grillparzer, Hoff- 
mann, Ludwig, Wildenbruch — has attracted many of the smallest 
ones — Deinhardstein, Henle, Henzen, Knigge, Schaden. The dramas 
outnumber the epics. According to Hofmannsthal's Ueber Charak- 
tere in Roman und im Drama, ein imaginares Gesprdch zwischen 
Balzac und Hammer-Gurgwall (Purgstall), in which the former defends 
the epic as over against the drama, on the ground that the great 
thing in life as well as in literature is not contrapuntal Katastrophe, 
but elaborated Schicksal, this is unfortunate. Despite the possible 
seriousness of the plan, comedies frequently occur where we should 
least expect them; Schiller's and Platen's lives were not comic, yet 
comedies have been based on them. There is frequent manifesta- 
tion of group psychology in letters, a theory that certainly holds 
good for Germany: as soon as one writer based an epic or drama on 
the life of another, another epic or drama on the same writer soon 
followed. Some are rigidly true, some wholly untrue to life. A 
goodly number of the works here listed are so inferior that one's 
unhappiness would be abysmal if one were obliged to read them 
for reading's sake. And they are very numerous. 
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They are, in all probability, more numerous in Germany than in 
England or France for three reasons: (1) From about 1770 to about 
1870, the Germans were enormous readers and writers, translators, 
and assimilators; they became acquainted with many poets. They 
studied their kind, whether native or foreign, ancient, mediaeval, or 
modern. Tieck, for example, was first a student then a poet of 
Shakespeare. It is, however, not probable that the French during 
these same years made such a careful study of the poets and poetry 
of England and Germany, just as it is not probable that the English- 
man during these years made such a careful study of the poets and 
poetry of Germany and France. We know that the translations 
of English and French into German are numerous and frequently of 
high order, while those from German into French, or English, are, 
with a few beacon-like exceptions, of subordinate merit. (2) There 
were the Romanticists. They did not write for the real stage; 
they shied at the boards that signify the world. But their immediate 
offspring, the Young Germans, reacted; they strove to reunite poetry 
and life on the stage, to reconcile poetry and dramatics, the poet and 
the actor. And, journalistically inclined as they were, they tried 
to make their poets speak to the world from the stage as from a 
pulpit or lecturn. To do this, they introduced the poet in the first 
person, and the efforts of Gutzkow and Laube and their imitators 
cannot be said to have been total failures. France had also, to be 
sure, La jeune France, but its adherents worked along different lines. 
England was entirely without a similar movement. (3) Also, Ger- 
man poets, introspective as they are — and retroaction is born of 
introspection — have doggedly and persistently concerned themselves 
with the problems of the human heart. They have cared for their 
colleagues. One German poet has tried to see the soul of another, 
and the result of his effort has been a creative work based on the sub- 
ject examined. That one poet should use another poet as a theme 
is, so far as piety goes, right and proper. 

It is the retroactive feature of this theme that makes it at once 
attractive and difficult. There are ramifications without end 1 and 

1 There are two phases of this theme that call especially for detailed study: (a) A 
well-introduced and carefully annotated collection of about three hundred poems on 
German poets and poetry would constitute at once an instructive chrestomathy and a 
pleasing anthology. German literature abounds in such poems as Goethe's "Gedichte 

81 



18 Allen Wilson Pohtehfield 

subdivisions without number. When one poet writes a biography 
of another, as Wilbrandt did with Kleist and Holderlin and Reuter, 
and Gustav Schwab with Schiller, and Karl Gutzkow with Borne, 
he makes, in a sense, a poet his hero. When a poet retouches an 
old chap-book, as Goethe did with Faust and Tieck with Genoveva, 
he does, in a sense, the same thing, for these books, though ownerless, 
are not authorless. When one poet writes a letter to another and 
discusses still a third, he frequently does the same thing. When a 
poet puts a historical drama within an epic, as Arnim did with Schil- 
ler's Maria Stuart in his Hollins Ldebeleben, or a drama within a 
drama, as E. A. Lautner did with Shakespeare's Othello in his own 
Othellos Erfolg, he does the same thing. The changes that can be 
rung on the theme are almost as numerous as sermons on the Sermon 
on the Mount. Schiller wrote his Huldigung der Kunste and Goethe 
his Maskenzilge. All branches of art show this boomerang tendency. 
Painters give us their self-portraits with palette in hand and easel 
before them. And when Philipp Veit painted his "Einftihrung der 
Kunste in Deutschland durch das Christentum," and Friedrich Over- 
beck his "Triumph der Religion in den Kiinsten," they painted 
painting. In actuality Mendelssohn was working along the same 
line when he wrote his wordless songs and Hugo von Hofmannsthal 
was following suit when he wrote his Kiinstler-Drama on "Der Tod 
des Tizian." There are, in short, a number of Muses, gracious and 
graceful creatures, whose lofty mission it is to inspire the gifted along 
various lines of artistic endeavor. And each of these has, in turn, been 
framed and chiseled and painted and sung, composed and danced and 
mimicked, it in each case depending upon whether her devotee was 
an architect or a sculptor or a follower of some other branch of art. 

sind gemalte Fensterscheiben," Schiller's "Teilung der Erde," Marie von Eschenbach's 
"Ein kleines Lied, wie geht's nur an," Justinus Kemer's "Poesie ist tiefes Schmerzen," 
poems in which a poet has graciously consented to tell us, who are not poets, precisely 
what a poem is like, whence it conies, how it disports itself, and where it is supposed to 
go. In 1854, Preiligrath published a booklet entitled Dichtung und Dichter, containing 
"was Dichtermund tiber andere Poeten gesungen." This is, ol course, out of date. 
And in 1888, Adolf Stern published his Die Musik in der deulschen Dichtung, a collection 
of German poems on music and musicians. The collection is interesting, but it concerns 
only musicians and their art. (6) A monograph on oppositional literature to German 
Romanticism would throw radiant light on the most comprehensive movement in Ger- 
man literature. The study would discuss such creations as Kotzebue's Esel, Arndt's 
Storch, Tieck's Waldeinsamkeit, Blomberg's Confunculus, and so on. This has never been 
done. To throw light on the dark side of a question is to make the bright side effulgent. 

82 



Poets as Heroes in German Literature 19 

In compiling the list of works in question, then, the process of 
selection offers an interesting difficulty. In the first place, the very 
terms "poet," "epic," "drama," "literature," "hero" — terms so 
clear, apparently, to the initiated — are generally more or less rela- 
tive and at times decidedly vague. Were Luther, Beaumarchais, 
and Ulrich von Hutten "poets"? And what should we do with 
such instances as Byron in Goethe's Faust or Justinus Kerner in 
Immermann's Miinchhausenf What should be said of such triple 
alliances as Cyrano de Bergerac, Rostand, and Fulda ? What should 
be done where the poet makes another poet a hero, but only as a 
human, historical character? Is Else Rema's Voltaires Geliebte, 
ein Lebensbild (1913), a novel or a biography? Other and similar 
questions arise. The most expeditious way to get at the matter is 
to exclude all artist-works, unless they also introduce poets, 1 all 
autobiographies, biographies, borrowings, criticisms direct and 
implied, editions with introductions, imitations, letters, operatic 
librettos, except Wagner's Musik-Dramen, obituary eulogies, stage- 
adaptations, and translations whether fantastic, free, or literal that 
concern poets and emanate from German poets, and adhere to the 
plan imposed by the title of this paper. But since this would elimi- 
nate some works that indirectly belong here, let us arrange first a list 
of miscellaneous epics and dramas, and then those that unquestionably 
fit into the scheme. 

MISCELLANEOUS 

1215 — Gottfried von Strassburg: Tristan und Isolt. Lines 4619 to 4818 
treat Hartmann der Ouwaere, Steinahe Blik6r, Heinrtch von Veldeken, 
diu von der Vogelweide, and diu von Hagenouwe, with indirect reference 
to Wolfram von Eschenbach. 

1216-87 (ca.) — Anonymous: Der Wartburgkrieg. Unknown author (or 
authors) introduces Heinrich von Ofterdingen, Walther von der Vogel- 
weide, Heinrich der tugendhafte Schreiber, Biterolf von Eisenach, 

> There would, to be sure, be but little point in classifying all German epics and 
dramas according to whether the leading character is a lawyer, a physician, a doctor, 
and so on through the entire list of human occupations. That would result in a series 
of studies too much like Franz Leppmann's Kater Murr und seine Sippe (Munchen, 1908). 
But to pick out for separate treatment those creative works that introduce other poets 
who also wrote creative works is an entirely different matter. There are countless mono- 
graphs on historical characters such as Bichard II, Wallenstein, Maria Stuart, and so on; 
why not have one, or a number, on such historical characters as Calderon, Goethe, 
Voltaire, Kleist ? Why not study their availability for epic and dramatic treatment ? 
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Reinmar von Zweter, and Klingsohr. The title, "Sangerkrieg auf der 
Wartburg," has been given the work by later editors, after the fashion 
of'DerHeiland." 

1325 (ca.) — Hugo von Trimberg: Der Renner, a didactic poem of 24,611 
verses, after the fashion of the English Cursor Mundi (1320, ca.). The 
work derived its title from Trimberg, who said : " Renner ist ditz buoch 
genant, wanne ez soil rennen durch die lant." Introduces " Her Walther 
von der Vogelweide, swer des vergeze der t&te mir leide," and Heinrich 
von Morungen, Der Windsbecke, Reinmar von Zweter, Conrad von 
Wurzburg, Marner, Wolfram von Eschenbach, Vergil, Juvenal, Seneca, 
Terence, Ovid, Freidank, St. Gregory, St. Augustin, Aristotle, Socrates, 
Demosthenes, Pliny, Hippocrates, Esop, Cicero, Donatus, as well as 
various stories of wide circulation, such as "Barlaam und Josaphat." 
Sometimes the writers are simply quoted, sometimes their works are 
discussed. Freidank is mentioned the most frequently. 

1776 — Lenz : Petrarch, ein Gedicht aus seinen Liedern gezogen. A long poem 
in three cantos in which Petrarch's life and works are reviewed. 

1783 — Johannes Aloys Blumauer: Abenteuer des frommen Helden Aeneas, 
oder Virgils Aeneis travestiert. 

1783 — J. A. Blumauer: Prolog zu Herrn Nicolais neuester Reisebeschreibung. 

1788 — Ignaz Aurelius Fessler: Sidney, ein Trauerspiel in drei Aufzugen. 
Fessler was a Hungarian historian, and, in all probability, his drama 
treats Sidney the general, not Sidney the author. 

1798 — Wilhelm Schlegel: "Die Sprachen. Ein Gesprach fiber Klopstocks 
grammatische Gesprache." The opening article, and one of the best, 
in the Athendum. A conversation is carried on among: Poesie, Gram- 
matik, Deutscher, Franzose, Grieche, Deutschheit, Englander, Romer, 
Italianer, Grille. 

1808 — Goethe: Erklarung eines alien Holzschnittes, vorstellend Hans Sachsens 
poetische Sendung. Appeared in 1808, though certainly written earlier. 
The idea of Sendung was suggested to Goethe by Wieland in 1776. 

1810 — Kleist: Michael Kohlhaas. Introduces Martin Luther. 

1814 — Fr. J. H., Reichsgraf von Soden: Das Bild von Albrecht Durer, 
Schauspiel in drei Akten. 

1820 (ca.) — E. T. A. Hoffmann: Walter Scott und Byron, eine Erzdhlung. 

1820 (ca.) — E. T. A. Hoffmann: Zacharias Werner, eine Erzdhlung. Both 
works are sections from the Serapionsbruder; neither really introduces 
the poets as active characters. 

1822 — J. H. A. von Schaden: Jacob Callot, genannt der Fratzenmahler, his- 
torisch, romantisch, phantastisch Original-Gruppenspiel. 

1824 — Moritz Thieme: Der kleine Cornelius Nepos, Spiel fur die Jugend bei 
festlichen Gelegenheiten. 
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1825 — J. N. A. von Schaden: Mozarts Tod, ein Original-Trawrspiel, in drei 

Akten. 
1825 — Adam Weise: Guido, Lehrling Albrecht Durers, eine Ich-Erzdhlung 

aus dem 16. Jahrhundert. 

1825 (ca.) — Hauff: Othello, eine Novelle. Revolves around a performance 
of Rossini's Otello with frequent allusions to Shakespeare's Othello. 

1826 (ca.) — Hauff: Der Mann im Monde, oder der Zug des Herzens ist des 
Schicksals Stimme, von H. Clauren. A satirization of Clauren's Mimili- 
Manier. 

1827 — Hauff : Controverspredigt uber H. Clauren und den Mann im Monde. A 
poetic satirization of Clauren in answer to the charges brought by him 
against Hauff for misusing his name in the Mann im Monde. Many- 
other poets are discussed by way of contrast with Clauren: Jean Paul, 
Vergil, Tasso, Homer, Novalis, Hoffmann, Tieck, Schiller, Scott, and 
Goethe. 

1827 — G. K. R. Herlossohn (Herloss) : Der Luftballon order Hundstage in 
Schilda. On Clauren. The situation is much the same as with Hauff. 
In 1827, Herloss published his novel Emmy under the name of H. 
Clauren; then he wrote against Clauren the dramatic satire here listed. 

1828 — Karl von Holtei: Lenore, Schauspiel mit Gesang in drei Akten. 
Meyerbeer suggested to Holtei the possibility of writing a libretto on 
Burger's Lenore. Holtei changed the plan and interwove also the 
motives of Die Pfarrerstochter von Taubenhain. The important charac- 
ters are: Pastor Burger, Giinther, ein junger Prediger aus der Nachbar- 
schaft, Lenore, and Wilhelm. The time is 1761. 

1829 — Immermann: Der im Irrgarten der Metrik umhertaumelnde Cavalier, 
eine literarische Tragodie. On Platen. 

1830 — Waiblinger: Drei Tage in der Unterwelt. Ein Schriftchen, das vielen 
ein Anstoss seyn wird, und besser anonym herauskame. An idea of the 
number and names of the poets whom Waiblinger meets in the lower 
world can be gotten from this paragraph: "Da schrie's, von welcher 
Profession? Romantiker, Orientalist, Gothianer, Schlegelianer, Tieki- 
aner, Rossinianer, Weberianer, Mozartianer, Supranaturalist, Rational- 
ist, Schleiermacherianer, Schellingianer, Kantianer, Fichtianer? und so 
fort und fort, bis mir die Ohren sausten und ich Ungliickseliger am Ende 
nichts mehr als Yaner und Yaner horte." 

1832 — Gutzkow: Hamlet in Wittenberg, dramatische Phantasie in drei 
Scenen. The leading characters are: Hamlet, Horatio, Faust, Mephis- 
topheles, Ophelia. 

1832 — Karl von Holtei: Gothe's Todtenfeier. A drama divided into AbtheiU 
ungen. There are about forty characters, all taken from Goethe's own 
list of created characters. 
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1834 — Eichendorff: Dichter und ihre Gesellen, ein Roman. The following 
poets are discussed or in some way introduced: Shakespeare, Goethe, 
Mozart, Cervantes, Sebastian Brant, Tasso, and Eichendorff himself. 
His Krieg den Philistern, dramatisches Marchen in filnf Abenteuern could 
be put in the same class. 

1836 — Laube: Das junge Europa, Roman in drei Biichern, Die Poeten, Die 
Krieger, Die Burger. A number of people carry on a correspondence. 
In the first part, " Die Poeten," poets and poetry are discussed. Uhland, 
Shakespeare, Tasso, Goethe, Le Sage, Sterne, Clauren, Camoens, Heine, 
Scott, Borne, Rousseau, Herder, Sehlegel, Champollion, A. H. L. 
Heeren, Raupach, Kotzebue, Hugo, Byron, and Wilhelm Mtiller and 
their works form the basis of the correspondence. 

1838 — Gutzkow: Gotter, Helden, Don Quixote. Under the first heading, 
Gutzkow discusses in peculiar, semi-creative fashion, Shelley, Buechner, 
Grabbe; under the second, W. Schadow, Fr. von Raumer, Rehfues, 
Immermann, Varnhagen, Leo, Diesterweg, Heine, Mundt, Laube, 
Schlesier; under the third, Minckwitz, Joel Jaeoby, F. A. Loffier, 
Henrik Steffens. 

1839 — Ignaz Franz Castelli: Raphael, Lustspiel in Alexandrinern in einem 
AH. 

1839 — Immermann: Munchhausen, eine Geschichte in Arabesken. Immer- 
mann introduces "der bekannte Schriftsteller Immermann" as a regular 
character. 

1849 — Anastasius Griin: Pfaff vom Kohlenberg, landliches Gedicht. In a 
vague way, Griin has treated Neidhart von Reuenthal. 

1855 — Morike: Mozart auf der Reise nach Prag, eine Novelle. Introduces 
indirectly also Mozart's librettists. 

1855 — Hebbel: Michael Angelo, ein Drama in zwei Akten. Artist-characters 
are also Raphael, Bramante, Sangallo. 

1859 — F. M. von Bodenstedt: Das Festspiel zur Schillerfeier. 

1860 (ca.) — Heribert Rau: Mozart, ein biographischer Roman. 

1871 — C. F. Meyer: Huttens letzte Tage. Erzahlung in Versen. 

1882 — Armin Stein: Georg Friedrich Handel, ein Kiinstlerleben. "Was 
Poesie an meinem Buchlein ist, ist nur die Form, der Inhalt ist wirkliche 
Geschichte." 

1884 — Wilhelm Henzen: Ulrich von Hutten, ein Drama. 

1887 — Ed. Alex. Lautner: Othellos Erfolg. Schwank in einem Aufzug. 
Based on Shakespeare's drama; a certain actor plays the r61e. Shake- 
speare is not a speaking character. 

1888 — Helene Bohlau: Ratsmadelgeschichten. Based on members of the 
Weimar circle in the days of Goethe and Schiller. 

86 



Poets as Heroes in German Literature 23 

1895 — Georg Hirschfeld: Damon Kleist, eine Novelle. Though Kleist is not 
a speaking character, this is a true poetization of him. 

1907 — Svend Leopold: Goethes Katze, ein Roman. Goethe and Napoleon 
are the human characters. The work was suggested to Leopold by 
E. T. A. Hoffmann's Kater Murr. It was translated into German 
in 1908. 

1912 — Karl Sohle: Sebastian Bach in Arnstadt, ein musikalisches Kulturbild 
aus dem Anfang des 18. Jahrhunderts. A new edition. 

PURELY LITERARY EPICS AND DRAMAS 

1522 — Thomas Murner: Von dem grossen Lutherischen Narren wie in Doctor 
Murner beschworen hat, etc. Written in rhymed couplets. "Murner 
sah in der gewaltigen Bewegung, die Luther entfesselt hatte, den 
Umsturz des Bestehenden und in Luther den gefahrlichen Catilina 
oder den 'grossen lutherischen Narren.'" 

1523 — Hans Sachs: Die Wittenbergisch Nachtigall. Long poem on Luther. 

1560 — Hans Sachs: Esopues, der Fabeldichter, ein kuerczweillig Spiel mil 8 
Personen. 

1593 — Zacharias Rivander: Lutherus Redivivus, eine newe Comoedia von der 
langen und ergerlichen Disputation bey der Lehre vom Abendmahl. 

1600 — Andreas Hartmann: Erster Teil des Curriculi Vitae Lutheri. "Hart- 

mann beginnt eine dramatische Biographie Luthers Er war der 

Erste, der diesen Stoff in ein Drama zu bringen versuchte." 

1602 — Christian Schoen: Der kleine Catechismus des heiligen Mans Gottes 
Herrn Doctoris Martini Lutheri, heiliger Ged&chtniss. Reimweise verfasst. 

1613 — Martin Rinckhart: Der Eisslebische Christliche Ritter, eine newe und 
scheme Geistliche Comoedia, etc. " Rinckhart wollte in sieben Stiicken 
die Geschichte Luthers und der Reformation darstellen. Erschienen 
sind nur drei davon, ausserdem ist ein ganz kleines Bruchstvick eines 
vierten erhalten." 

1617 — Heinrich Kielmann: Tetzelocramia, eine lustige Komodie, etc. "Er 
stellt Tetzels Ablasshandel dar und kniipft erst zum Schluss an Luthers 
Wirken an." 

1617 — Balthasar Voidius: Echo Jubilaei Lutherani. Eine Comedia. "Es 
kam Voidius darauf an, Luther in der Glorie des Jubilirers zu zeigen, 
und dadurch wird die Ernsthaftigkeit seines Kampfes gegen den Papst 
und somit die eigentlich dramatische Handlung von vornherein beein- 
trachtigt." 

1617 — Heinrich Hirtz wig: Lutherus, ein Drama. In Latin. " Sein 'lutherus' 
umfasst den ganzen Riesenstoff. Das Drama beginnt mit Luthers 
Berufung nach Wittenberg und endet mit seinem Tode." 

87 



24 Allen Wilson Porterfield 

1618 — Martin Rinckhart: Indidgentiarius Confusus oder Eislebische Mans- 
feldische Jubel-Comoedia, etc. Really the third in Rinckhart's intended 
series; the second did not appear. 

1624 — Andreas Hartmann: Lutherus Redivivus, eine Comoedia. "Nur ein 
Wiederabdruck des ersten Teils." 

1625 — Martin Rinckhart: Monetarius Seditiosus site Incendia Rusticorum 
Bellica, etc. "Es erschien 1625, hundert Jahre nach dem Bauernkrieg, 
den es zum Gegenstande hat." On Luther. 

1765 — Johann Jokob Bodmer: Gottsched, oder der parodierte Cato, ein 
Trauerspiel in Versen. "Bodmer hat fast alle Grosseren spaterer Zeit: 
Lessing, Gleim, J. G. Jacobi, Gerstenberg, Herder, Voss, Burger, Stol- 
berg satirisch angegriffen." 

1773 — Goethe: Gotter, Helden und Wieland. Eine Farce. The poet- 
characters are Wieland and Euripides and the characters created by 
them, especially those of Wieland (Alceste, Admet). 

1774 — Goethe: Clavigo, ein Trauerspiel in fiinf Akten. On Clavijo y 
Fajardo and Pierre Augustin Caron de Beaumarchais. 

1775 — Lenz: Pandaemonium germanicum, eine Skizze. Poet-characters are 
Goethe, Hagedorn, Lenz, Lafontaine, Moliere, Rousseau, Rabener, 
Rabelais und Skarron, Klotz, Chaulien und Chapelle, Wieland, Jacobi, 
Weisse, Michaelis, Schmid, Lessing, Herder, Shakespeare, and Klopstock. 

1775 — Lenz: Voltaire am Abend seiner Apotheose, ein Drama. 

1787 — Schiller: Korners Vormittag, ein dramatischer Scherz. Korner and 
Schiller are two of the characters. 

1789 — Goethe : Torquato Tasso, ein Schauspiel. 

1790 — Kotzebue: Dr. Bahrdt mil der eisernen Stirn, oder die deutsche Union 
gegen Zimmermann. Kotzebue impudently published this work under 
the name of Adolph Freiherr von Knigge. The characters are Bahrdt, 
Biester, Gedike, Busching, Campe, Trapp, Boie, Klockenbring, Lichten- 
berg, Nicolai, Kastner, Hippel, Leuchsenring. 

1793 — Franz Alexander von Kleist: Sappho, ein dramatisches Gedicht. 

Kleist is related to Ewald and Heinrich. Grillparzer made some use 

of this drama for his own work of like name. 
1793 — Johann Joseph Huber: Sappho, ein Melodrama. 
1799 — Kotzebue: Der hyperboreische Esel, oder die heutige Bildung. A 

lampoon on the Berlin-Jena Romanticists, especially Friedrich Schlegel 

and Novalis. Kotzebue satirized frequently the writers of his day. 

Die deutschen Kleinstddter is a diatribe against Romanticism in a sense. 

1800 — August Wilhelm Schlegel: Ehrenpforte und Triumphbogen fur den 
T heater prasidenten von Kotzebue bei seiner gehofften Ruckkehr ins Vater- 
land. Mit Musik. Really the reply to Kotzebue's Esel. 
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1801 — Novalis: Heinrich von Ofterdingen, ein Roman. (Ofterdingen is 
looked upon, in this paper, as a historical character. There is more 
evidence that such a poet actually lived than there is against the 
assumption.) 

1801 — Joachim Perinet: Mozart una" Schikaneder, ein ittustrirtes Gesprach 
iXber die Auffuhrung der Zauberflote. In Knittelversen. 

1803 — Kotzebue: Expectorationen. Ein Kunstwerk und zugleich ein Vor- 
spiel zum Alarcos. The characters are: Gothe, der Grosse; Falck, der 
Kleine; A. W. Schlegel, der Wutende; Fr. Schlegel, der Rasende. 

1805 — Karl Anton Gruber, Edler von Grubenfels: Torquato Tasso, Drama 
in Prosa. 

1806 — Engeline Christine Westphalen: Petrarca, dramatisches Gedicht in 
filnf Akten. 

1806 — Sophie Mereau: Sappho und Phaon, oder der Sturz von Leukate, ein 
Roman nach dem Englischen. 

1807 — Georg Ludwig Peter Sievers: Lessings Schadel, Original-Lustspiel in 
drei Aufzugen. 

1807 — Zacharias Werner: Martin Luther, oder die Weihe der Kraft. 

1809 — Saul Ascher: Rousseau und sein Sohn, oder der Selbstmorder zu 
ErmenonviUe, ein Familienroman. 

1809 — E. T. A. Hoffmann: Ritter Gluck. Short story. Characters are 
Gluck and Hoffmann. Gives Hoffmann's ideas of music. Gluck died 
in 1787. 

1812 — Christian Friedrich Rassmann: Paul Gerhard, eine dramatische 
Poesie. 

1814 — Zacharias Werner: Die Weihe der Unkraft, ein Erganzungsblatt zur 
deutschen Haustafel. On Martin Luther. 

1814 — Joseph August Eckschlager: Sappho, ein Melodrama. 

1816 — Johann Ludwig Ferdinand Deinhardstein: Boccaccio, dramatisches 
Gedicht in zwei Akten. " Deinhardstein war einer der Hauptbegrtinder 
des sog. 'Kunstlerdramas,' welches Personlichkeiten der Literatur- und 
Kunstgeschichte in dramatischer Situation vorzufuhren sucht." Dein- 
hardstein also wrote dramas on Salvator Rosa, Stradella, and David 
Garrick. 

1816 — F. W. Gubitz: Sappho, ein Monodrama, in Musik gesetzt von B. A. 
Weber. 

1816 — Adam Gottlob Oehlenschlager: Correggio, Trauerspiel in filnf 
Akten. Retained here because of its great influence on later Kiinstler- 
Dramen. 

1817 — Heinrich Schorch: Luthers Entscheidung, nebst Vorwort und einem 
Prolog. Dramatisches Gedicht in vier Akten. 
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1817 — Johann Nepomuk Adolph von Schaden: Theodor Korners Tod, oder 
das Gefecht bei Gadebusch, dramatisches Gedicht in einem Akt. 

1818 — J. N. A. von Schaden: Dr. Martin Luthers geheimnissvolle Reise ins 
Augustiner Kloster, Original-Novelle. 

1818 — Anonymous: Seppherl, Melodrama. On Sappho. 

1818 — Grillparzer: Sappho, Trauerspiel in fiinf Aufziigen. 

1819 — J. N. A. von Schaden: Die moderne Sappho. Ein musikalisch- 
dramatisches Durcheinander, ohne Sinn und Verstand. 

1819 — E. T. A. Hoffmann: Der Kampf der Sanger, one section of the 
Serapions-Brilder. The poet-characters are: Wolfframb von Eschin- 
bach, Walther von der Vogelweid, Reinhard von Zwekhstein, Heinrich 
Schreiber, Johannes Bitterolff, and Heinrich von Ofterdingen, Burger 
ze Eisenach. The time is 1208. 

1819 — Wilhelm Smets: Tassos Tod, Trauerspiel in fiinf Aufziigen. Heine 
wrote a criticism of about five thousand words on this drama. 

1819 — Georg Doring: Cervantes, Drama in vier Akten. 

1819 — E. T. A. Hoffmann: Das Fraulein von Scudery, eine Erzahlung. 
Madeleine de Scudery (1607-1701) published a long list of works, some 
under an assumed name, in which she too introduced other poets. In 
her historical novel, Artamene, ou le grand Cyrus (1650), she speaks of 
herself as Sappho. Victor Cousin discovered the complete key to all 
her characters. 

1820 — Christoph Kuffner: Cervantes in Algier, Schauspiel in fiinf Aufziigen. 

1821 — Immermann: Petrarca, Trauerspiel in fiinf Aufziigen. 

1823 — Ludwig Halirsch: Petrarca, dramatisches Gedicht in drey Aufziigen. 

1825 — Tieck: Das Fest zu Kenelworth. Prolog zum Dichterleben. On the 
boy Shakespeare. 

1825 — George Doring: Gellert, eine Comodie in einem Akte. 

1825 — Christoph Kuffner: Die Minnesanger auf der Wartburg, ein Schau- 
spiel. The significant characters are: Otto von Veldek, Walter von der 
Vogelweide, and Heinrich von Ofterdingen. 

1826 — B. S. Ingemann: Tassos Befreiung, ein dramatisches Gedicht, aus dem 
Danischen ubersetzt von Hans Gardhausen, mil einer poetischen Einleitung 
von Fouque. 

1826 (ca.) — Wilhelm Blumenhagen: Luthers Ring, oder die Fingerzeige des 
Himmels, eine Erzahlung. The story begins in the year 1551. 

1827 — Alexis: Schloss Avalon, ein Roman. Introduces Thomas Otway as 
an important character. Alexis' indebtedness to Scott is well known. 
Scott likewise introduced (or discussed) poets in his novels: Chaucer, 
Cowley, Waller, and Cotton in Peveril of the Peak, and Shakespeare in 
Kenilworth. 
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1827 — Henriette Clauren: Die Familie Clauren, oder nichts als Clauren, 9in 
Possenspiel in zwei Akten. 

1828 — Johann Ludwig Deinhardstein: Hans Sachs, Schauspiel in tier 
Aufzugen. 

1828 — Fouqu6: Der Sdngerkrieg auf der Wartburg. Ein Dichterspiel. The 
poet-characters are: Heinrich von Ofterdingen, Walter von der Vogel- 
weide, Heinrich der tugendhafte Schreiber, Biterolf von Eisenach, 
Reinmar von Zweter, and Wolfram von Eschenbach. 

1829 — Platen: Der romantische Oedipus, Komodie in fiinf Akten. On 
Immermann. 

1829 — Willibald Alexis: Aennchen von Tharau, Drama in drei Akten. On 
Simon Dach. 

1829 — Grabbe: Kaiser Friedrich Barbarossa, eine Tragodie in fiinf Akten. 
Introduces, as a speaking character, Heinrich von Ofterdingen, as the 
author of the Nibelungenlied. 

1829 — Tieck: Dichterkben, Novelle in zwei Teilen. Poet^characters are 
Marlowe, Green, Shakespeare, and others. 

1832 — Wilhelmine von Chezy: Petrarca, Kilnstler-Drama in fiinf Akten. 

1832 — J. L. F. Deinhardstein: Die rothe Schleife, Lustspiel in trier Akten. 
On Voltaire. 

1832 — Alexis: Cabanis, ein Roman. Takes place in the Berlin of Frederick 
the Great, and Ramler is an important character. 

1832 — Caroline Helene Friederike Lessing (niece by marriage of G. E. L.): 
Marie und Boccaccio, historischer Roman. 

1833 — Tieck: Tod des Dichters, eine Novelle. On Camoens. 

1833 — Laube: Grillparzer, eine Reisenovelle. 

1833 — Zedlitz: Kerker und Krone, Schauspiel in fiinf Akten. On Torquato 
Tasso. 

1834 — Alexander von Sternberg: Lessing, eine Novelle. 

1834 — A. Btirck: Der Sangerkrieg auf der Wartburg, eine romantische Erzah- 
lung. Introduces Heinrich von Ofterdingen and the other poets tra- 
ditionally associated with him. 

1835 — Raupach: Tassos Tod, Tragodie in fiinf Akten. 

1835 — Alexander von Sternberg: Moliere, eine Novelle. 

1835 — Laube: Lord Byron, eine Reisenovelle. 

1835 — Bettina von Arnim: Goethes Briefwechsel mit einem Kinde, seinem 
Denkmal. Bettina met Goethe in 1807, in 1811 their "acquaintance" 
was discontinued. He did write her some letters, not love letters, and 
they were returned to her from his Nachlass. She polished them and 
revised them, added to them and changed them generally, so that this 
work is neither all truth nor all poetry. 
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1837 — Halm: Camoens, dramatisches Gedicht in einem Aufzug. 
1839 — H. J. Konig: Williams Dichten und Trachten, ein Roman. Shake- 
speare is the hero. The work had reached its fourth edition in 1864. 

1839 — E. A. Willkomm: Lord Byron, ein Dichterleben. Included in a series 
of ZivilisationsnoveUen. 

1839 — I. F. Castelli: Das Duett eines Dichters, eine Erzahlung. On Alfieri. 

1839 — Gutzkow: Richard Savage, oder der Sohn einer Mutter, Trauerspiel in 
fiinf Aufziigen. The poet-characters are Richard Savage, "beriihmter 
Dichter," and Richard Steele, "Journalist, sein Freund." "Mit diesem 
Trauerspiel begann eine neue, moderne Dramatik in Deutschland." 

1840 — Bettina von Arnim: Die Gilnderode, ein Roman. Karoline von Giin- 
derode (1780-1806) wrote under the pseudonym of "Tian" a collection 
of Gedichte und Phantasien (1804) and Poetische Fragmente (1805). 

1840 — Karl von Holtei: Shakespeare in der Heimat oder die Freunde, ein 
Schauspiel in tier Akten. In his preface, Holtei admits that this drama 
is based on Tieck's Dichterleben. 

1843 — Hermann Kurz: Schillers Heimatjahre. "Kurz' erster grosser 
Roman." 

1843 — Christoph Kuffner: Heinrich von Ofterdingen, Schauspiel in fiinf 
Aufziigen. 

1843 — Richard Wagner: Tannhduser und der Sangerkrieg auf der Wartburg. 
Poet-characters are: Tannhauser, Wolfram von Eschenbach, Walter 
von der Vogelweide, Biterolf, Heinrich der Schreiber, Reinmar von 
Zweter. 

1844 — Gutzkow: Das Urbilddes Tartiiffe, Lustspiel in fiinf Aufziigen. The 
comedy plays in Paris, the time is 1667, and Moliere is the leading 
character. 

1844 — Bettina von Arnim: Clemens Brentanos Fruhlingskranz, in Brief en, 
ihm geflochten, wie er selbst es schriftlich verlangte. A sort of Brief- 
Roman, with Clemens Brentano as the hero. 

1845 — Otto Miiller: Burger, ein deutsches Dichterleben, ein Roman. 

1845 (ca.) — J. L. F. Deinhardstein: Pigault Lebrun, Lustspiel in fiinf Akten. 
Charles Antoine Guillaume Pigault-Lebrun (1753-1835) wrote a num- 
ber of novels and more than twenty plays, the first of which appeared 
in 1787. 

1846 — Laube : Gottsched und Gellert, Charakterlustspiel in fiinf Akten. The 
action occurs in Leipzig in 1762. 

1846 — H. T. Oelckers: Goethes Studentenjahre. Novellistische Schilderung, 
Roman in zwei Teilen, sieben Abschnitten. 

1847 — Laube: Die Karlsschuler , Schauspiel in fiinf Akten. On Schiller. 
1847 — Rudolf Gottschall: Lord Byron in Italien, ein Drama. 

92 



Poets as Heroes in German Literature 29 

1849 — Gutzkow: Der Konigsleutnant, Lustspiel in tier Akten. Written 
on the occasion of the hundredth anniversary of Goethe's birth. 

1850 — Elise Schmidt : Der Genius und die Gesellschaft, ein Drama. On Lord 
Byron. She was a disciple of Hebbel. "Die Charakteristik ist reich 
an trefflichen Zugen; der Genius und die Gesselschaft verrat aber den 
Einfluss Gutzkows." 

1850 — S. H. Mosenthal: Ein deutsches Dichterleben, ein Drama. On Burger. 
Really a dramatization of Muller's novel on Burger. 

1850 — Adolf Widmann : Tannhauser, ein Roman. 

1851 — J. L. F. Deinhardstein: Fiirst und Dichter, dramatisches Gedicht in 
vier Akten. The leading characters are Goethe and Karl August. 

1852 — Johann Nestroy: Tannhauser, eine Zukunftsposse. Parody on 
Wagner's opera, suggested by H. Wollheim, music by Karl Binder. 

1852 — Alexis: Ruhe ist die erste Burgerpflicht. Ein Roman. The time is 
1806 and Jean Paul is an important character. 

1853 — Alexander Lacy: Santa Casa. Episode aus Goethes Jugendzeit. Eine 
Novelle. "Santa Casa, d. i. das heilige Haus, pflegten Merk und 
Wieland das Goethehaus, im Freundeskreise, zu nennen." "Es ware 
unendlich schwer, ja unmoglich schier, Johann Wolfgang Goethe zum 
Helden eines Romans zu machen. Das vermochte wohl nur ein sub- 
limer Geist wie Goethe selbst (1913)." 

1853 — Friedrich Hermann Klencke: Die Karschin, ein Roman. 

1855 — Otto Horn: Ferdinand Raimund, Roman aus Wiens jungster Ver- 
gangenheit. 

1855 — Scheffel: Ekkehard, eine Geschichte aus dem 10. Jahrhundert. "Auf 
Veranlassung des Heidelberger Germanisten Adolf Holtzmann begann 
der Dichter im Winter 1853/54 die Uebersetzung des von Ekkehard I. 
verfassten, von Ekkehard IV. uberarbeiteten lateinischen Epos 'Wal- 
tharius manu fortis,' und bei dieser Arbeit reifte vollends der Ekke- 
hardplan." 

1856 — Johannes Scherr: Schiller, ein kulturhistorischer Roman. Not to be 

confused with Scherr's scientific work on Schiller (1859). 
1856 — Ferdinand Kurnberger: Der Amerikamude, ein Roman. On Lenau. 

1856 — Wolfgang Midler von Konigswinter: Heinrich Heines Hollenfahrt, 
eine Satire. 

1856 — David Kalisch: Tannhauser, oder der Sangerkrieg auf der Wartburg. 
A parody on Wagner. 

1857 — Joseph Pape: Friedrich von Spee, ein Trauerspiel. Reached its 
third edition in 1857. Pape also wrote Der treue Eckart, eine epische 
Dichtung. 

93 



30 Allen Wilson Pobteefield 

1857 — A. E. Brachvogel: Narziss, Trauerspiel in fiinf Akten. The leading 
characters are Madame de Pompadour, Diderot, and actors and 
actresses. 

1858 — Theodor Goltdammer: Petrarca und Laura, Schauspiel in fiinf Akten. 

1859 — Albert Grun: Friederike. Schauspiel in fiinf Aufziigen. Friederike 
Brion is the heroine, Goethe the hero; the other poet-characters are 
Jung-Stilling and Lenz. 

1859 — Julius Leopold Klein: Moreto, ein Schauspiel. On Lope, Calderon, 
and Moreto. "Das Stuck selbst ist eine Wiederspiegelung des spani- 
schen Dramas uberhaupt." Klein's chief work of scholarship is his 
Geschichte des Dramas in 12 volumes (1865-76). 

1860 (ca.) — Luise Muhlbach (Klara Miiller Mundt): Goethe und Schiller, 
ein historischer Roman. "Im Laufe von 36 Jahren hat sie den Biicher- 
markt mit nicht weniger als 290 Banden iiberschwemmt." 

1860 (ca.) — Karl Siebel: Tannhduser, eine Dichtung. 

1860 — F. W. Hacklander: Der Tannhduser, ein Roman. 

1860 — Elise Henle: Aus Goethes lustigen Tagen. Original-Lustspiel in vier 
Aufziigen. The first act plays at Ilmenau, the third at Tiefurth, the 
second and fourth at Weimar. The time is 1776, and the characters, 
aside from Goethe, are from the Weimar circle. Henle was born at 
Mtinchen in 1832. The date, 1860, is only a calculated one. 

1860 — Wohlmuth: Mozart, Kunsthr-Drama in vier Akten. On Mozart, 
Haydn, and Schikaneder. Written about 1860. 

1860 — Auguste Cornelius: Platen in Venedig, Original-Lustspiel in einem 
Aufzug. Written about 1860. 

1860 — Wilhelm Henzen: Martin Luther. Reformationsdrama in fiinf Auf- 
ziigen und einem Vorspiel. The prologue and each act has its own list 
of characters. Lukas Cranach, Ulrich von Hutten, and Dr. Johannes 
Eck are introduced. The action extends from October, 1517, to 
March 6, 1522. The drama had a goodly number of successful per- 
formances in its day. 

1861 — Otto Miiller: Aus Petrarcas alien Tagen, ein Roman. Miiller also 
wrote novels on Goethe's Frankfurt ancestors and on historical actors, 
Ackermann and Ekhof . 

1862 — W. R. Heller: Hohe Freunde, ein Roman. On Goethe and Karl 
August. 

1862 — Heribert Rau: Holderlin, cidturhistorisch-biographischer Roman. 
"Rau hat die deutsche Literatur um ganze 103 Bande bereichert." He 
wrote novels also on Mozart, Beethoven, Weber, Alexander von Hum- 
boldt (then living), Shakespeare, Jean Paul, Theodore Korner, and 
others. 
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1863 — K. T. Zianitzka: Der Roman eines Dichterlebens in drei Banden. 

On Goethe. 
1864 — Karl Kosting: Shakespeare, ein Drama. 
1864 — Karl Siebel: Zur Shakespearefeier, eine Dichtung. 
1864 — Heribert Rau: William Shakespeare, ein culturhistorisch-biographi- 

scher Roman in vier Buchern. Published on the three-hundredth anni- 
versary of Shakespeare's death; the poet's contemporaries are also 

speaking characters; there are 966 pages in the work. 
1864 — Albert Lindner: William Shakespeare, ein Schauspiel. 
1864 — Adolf Calmberg: Theodor Korner, dramatisches Gedicht in vier Auf- 

zugen. Toni Adamberger, the actress, and Andreas Streicher are also 

introduced. 
1865 — A. E. Brachvogel: Beaumarchais, ein Roman. Brachvogel has also 

written a drama on Hogarth and a novel on Schvhart und seine Zeit- 

genossen. 
1866 — Laube: Der Statthalter von Bengalen, Schauspiel in vier Akten. On 

Sir Philipp Francis and Lord Sackville, the two possible authors of the 

Junius Letters. 
1866 — Martin Greif : Hans Sachs, ein Drama. 
1867 — Wagner: Die Meistersinger von Nurriberg. On Hans Sachs. 
1867 — Friedrich Gessler: Reinhold Lenz, ein Drama. 
1867 — Max Ring: John Milton und seine Zeit, ein Roman. "Max Ring 

(1817-1901) hat weit iiber hundert Bande Erzahlendes, auch Gedichte 

und Dramen geschrieben." The date is only calculated. 
1869 — Eduard Grisebach: Der neue Tannhduser, eine Dichtung. 
1870 — A. Mels: Heines "Junge Leiden." Charakterbild in drei Aufzugen. 

The characters are Heine, his relatives, and acquaintances. The date is 

only calculated. 
1870 — C. B. L. A. M. Schiicking: Luther in Rom. Ein Roman. 
1870 — Richard Wagner: Eine Kapitulation. Lustspiel in antiker Manier. 

Victor Hugo is the hero. 
1870 — Otto Ludwig : Das Fraulein von Scuderi, Trauerspiel in filnf Akten. 

The heroine is the same as in Hoffmann's work of like title. 

1871 — Wilhelm Bennecke: Reinhold Lenz, eine Novelle. Aside from Lenz, 
Nicolai, Ramler, Goethe, and other well-known characters of Lenz's 
time are speaking characters. 

1873 — Wolfgang Muller von Konigswinter: Das Haus der Brentano, eine 
Roman-Chronik. A new edition appeared in 1913 with an introduction 
by Franz von Brentano. 

1875 — Eduard Grisebach: Tannhduser in Rom. 

95 



32 Allen Wilson Poetehfield 

1875 — Hans Koester: Luther, ein Drama. Koester (1818-1900) wrote this 

work about 1875. 
1875 — Heinrich Moritz Horn: Goethe in Strassburg und Sesenheim, eine 

Dichtung. 
1875 — Hugo Lubliner: Die Modelle des Sheridan, Schauspiel in vier Akten. 

On R. B. B. Sheridan as author of School for Scandal. 
1877 — Margaretha Sporlin: Voter Jung-Stilling und Fraulein Katharina. 

Eine Erinnerung aus Badenweiler. 
1880 — Karl Bleibtreu: Der Traum. Ein Roman. "Die Jugend Byrons 

in Anlehnung an Disraelis Venetia schildernd." 
1880 — Daniel Spitzer: Verliebte Wagnerianer, eine Novelle. This is the 

fifth edition; the first was of course written earlier. 
1880 — Julius Wolff: Tannhduser, ein Minnesang. "Wolffs zwei Bande 

vereinigen beinahe alle Ereignisse und Personen, mit denen Ofterdingen 

in Beziehung gebracht worden ist . " Wolff looks upon Ofterdingen as the 

author of the Nibelungenlied. 
1880 — G. Kastropp: Heinrich von Ofterdingen, eine Mar. 
1882 — Fulda: Christian Gunther, ein Trauerspiel. Fulda's first work. 
1882 — Max Grube: Christian Gunther, Schauspiel in funf Aden. 
1883 — Hans Herrig: Luther, ein kirchliches Festspiel. 
1883 — Wilhelm Henzen: Martin Luther, ein Drama. 
1883 — August Trumpelmann: Luther und seine Zeit, ein Volksschauspiel in 

Bildern. 
1883 — Otto Devrient: Luther, historisches Charakterbild in sieben Abtei- 

lungen. 
1884 — Wildenbruch: Christoph Marlow, Trauerspiel in vier Akten. 
1885 — Friedrich Maschek: Ein bezdhmter Wagnerianer, humoristische 

Novelle. 
1886 — Adolf Stern: Camoens, ein Roman. 
1886 — Karl Bleibtreu: Lord Byrons letzte Liebe, ein Drama. 
1886 — Karl Bleibtreu: Meine Tochter, ein Drama. On Byron. 
1887 — Armin Stein (H. Nietschmann) : Das Buch vom Doktor Luther, ein 

Roman. " Auch hier wieder habe ich zu meiner biographischen Darstel- 

lung die Methode gewahlt, welche das historische Material in novel- 

listische Form giesst. Dass der geschichtlichen Treue dadurch Abbruch 

geschehen sei, wird kein Sachkundiger behaupten" (Vorrede). 
1889 — Adolf Bartels: Johann Christian Gunther, Trauerspiel in funf Akten. 

1890 — Otto Haupt: Hans Sachs; vaterldndisches Schauspiel in funf Auf- 

zilgen. 

1890 — Armin Stein: Hans Sachs, ein Roman. 
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1890 — Max Trausil: Richard Wagner. Eine Kiinstler-Novelle. 

1891 — Wilhelm von Wartenegg: Der Ring des Ofterdingen. Lustspiel in 

vier Aufzilgen und einem Vorspiel. 
1891 — Wilhelm Henzen: Schiller und Lotte. Schauspiel in vier Aufzilgen. 
1891 — Wilhelm von Polenz: Heinrich von Kleist, ein Trauerspiel. 
1892 — Friedrich Wilhelm von Hindersin: Martin Luther, ein Drama. 
1892 — Paul Lindau: Der Komodiant, ein Schauspiel in drei Abteilungen und 

fiinf Aufzilgen. On Moliere. "Ein Kunstlersttick, das sich den 

schon vorhandenen Molierestticken wiirdig anschliesst." 
1896 — Peter Hille: Des Platonikers Sohn, eine Erziehungstragodie. On 

Petrarch. 

1896 — Ludwig A. Ganghofer: Die Siinden der Voter, ein Roman. "Sein 

Roman Die Siinden der Vater schildert Heinrich Leuthold." The novel 

reached the seventh edition in 1902. 
1897 — Fritz Lienhard: Gottfried von Strassburg, ein Drama. 
1898 — Karl Mliller-Rastatt : In die Nacht. Ein Dichterleben. This novel 

poetizes the life of Holderlin with strict accuracy as to historical details. 
1898 — C. F. Meyer: Petrus Vinea, published by Langmesser from Meyer's 

Nachlass as drama and short story. Vinea is credited by some scholars 

with having been the father of the Italian sonnet. 
1899 — Rudolf Huch: Mehr Goethe. Seems to be a bit of poetry; written 

under the pseudonym of A. Schuster. 
1900 — Karl Bleibtreu: Byrons Geheimnis, ein Drama in fiinf Akten. 
1902 — Adolf Paul: Der Fall Voltaire, eine heroische Komodie. 
1903 — Konigsbrun-Schaup: Unsterblichkeit, dramatisches Gedicht. On 

Petrarch. 

1903 — Adolf Bartels: Martin Luther, eine dramatische Trilogie (Der junge 
Luther, Der Reichstag zu Worms, Der Reformator). 

1903 — Fritz Lienhard: Thuringer Tagebuch. On Heinrich von Ofterdingen. 
"Was Lienhard von Ofterdingen erzahlt ist nicht geschichtlichen Ur- 
sprungs, sondern fliesst aus rein poetischer Quelle, die Scheffels Frau 
Aventiure mit ihrer romantischen Wunschelrute aufgedeckt hat." 

1904 — G. H. Schneideck: Heinrich von Ofterdingen, ein deutsches Spiel in 
vier Akten. 

1905 — Georg Fuchs: Manfred, eine Tragodie in vier Aufzilgen. Heinrich 

von Ofterdingen is the motif-giving character. 
1905 — Wildenbruch: Die Lieder des Euripides. Schauspiel mit Musik. 

"Ein Gedicht von Dichtersehnsucht, Dichtermacht und Dichterent- 

sagung." 

1905 — Julius Riffert: Luthers Abschied von der Wartburg, ein Schauspiel. 
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1906 — Fritz Lienhard: Eine dramatische Wartburg-Trilogie (Heinricn von 
Ofterdingen, 1903; Die heilige Elisabeth, 1905; Luther auf der Wart- 
burg, 1906). 

1906 — Johannes Dose: Der Held von Wittenberg, Unterhaltungsroman. On 
Luther. 

1906 — Ferdinand Saar: Sappho, eine Novelle. 

1908 — Adolf Rest: Tannhauser, ein Sagendrama in sieben Bildern. Amal- 
gamates Tannhauser and Ofterdingen. Tannhauser explains himself 
by saying: "Ich bin ein Ofterdingen." 

1910 — Rud. Hans Bartsch: Schwammerl, ein Schubert-Roman. The hero 
is Franz Schubert. Grillparzer, Goethe, Moritz von Schwind, Beetho- 
ven, Mozart, the members of Schubert's family, old Italian painters, the 
poets whose poems Schubert set to music, are introduced in one way and 
another. 

1910 — Jul. Fel. Humpf: Der Tannhauser, eine Tragodie in funf Akten. 
Tannhauser, Ofterdingen, Biterolf, and Der Tugendhafte Schreiber 
are characters. 

1910 — Paul Friedrich: Das dritte Reich. Die Tragodie des Individualismus. 
On Nietzsche and Wagner and their circle. Time is from 1874 to 1888. 

1912 — Franz Karl Ginzkey: Der von der Vogelweide. Ein Roman. "Ein 
Roman, der einen so ausgesprochenen Helden hat, einen Helden von so 
feingestimmtem Wesen, bietet dem Autor immer grosse Vorteile. 
Ginzkey hat sie redlich genutzt." 

1912 — Siegfried Krebs: August Daniel von Binzer, oder das Ends der Roman- 
tik. Ein Roman. 

1913 — Edward Stilgebauer: Harry, ein Roman aus der ersten Halfte des 
neunzehnten Jahrhunderts. On Heine. 

1913 — Hauptmann: Festspiel in deutschen Reimen. Introduces Fichte, 
Hegel, and Heinrich von Kleist. 

1913 — Walter von Molo: Urns Menschentum, ein Schillerroman. 

1913 — Walter von Molo: Im Titanenkampf, ein Schillerroman. Second 
part. 

1913 — Klara Hofer: Alles Leben ist Raub; Der Weg Friedrich Hebbels, ein 
Roman. 

1914 — Walter von Molo: Den Sternen zu, ein Schillerroman. Third part. 

This is the list of epic and dramatic works in German literature 
that have poets as leading characters. It is undoubtedly incomplete, 
but even so it is long. And there is but one way to make it shorter: 
to exclude the works on Luther, on the ground that they treat pri- 
marily Luther's conflict with Catholicism, while his literary activities 
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receive but slight if any attention; and to exclude the works on 
Ofterdingen and Tannhauser, on the ground that their historicity 
remains unconfirmed, that their names connote now a legendary per- 
sonage, now one whose exact relation to real men and real poets 
is indeterminable. There is evident argument, however, against 
exclusion in any of these three cases. The list should remain as it 
is, or be added to by those who know of other instances of the same 
sort. And since it is plain that this type of literature is increasing 
(to reason chronologically, 1916 will see a number of additional 
creative works on Shakespeare), the question arises whether the life 
of a poet is a good theme for a creative work. Was Klara Hofer, 
for example, really justified in writing a novel on Hebbel, with its 
delightful bit of impressionistic criticism, but with reality and fiction 
intermingled? To attempt to answer such a question is to waste 
space and time. The cynical and pedantic will answer in the nega- 
tive; they will say that Hebbel's life is not adapted to dramatic 
treatment, and that instead of writing an epic work of pure fiction 
on Hebbel, one should write an interesting study that adheres to the 
facts. But not all are cynical and many are unpedantic. 

When, about 1815, critics and readers were wondering why 
Fouque^s Undine was such a success, Goethe calmly said: "Es war 
ein guter Stoff." But whether Goethe himself makes a good hero of 
an epic or dramatic work depends largely upon his creative admirer. 
And whether conventional themes are becoming scarce in Germany 
in an age of peace and consequent monotony for those who feed on the 
exciting and the thrilling, and in an age, at the same time, of abun- 
dant literary productivity, in an age when the number of creative 
writers has been suddenly almost doubled by the participation of 
women writers — no one can answer such a query. Concerning 
the entire situation, only two things are wholly certain: the poet is 
better adapted to epic than to dramatic treatment, and German poets 
have written, and are writing, some exceedingly strong and some 
extremely weak epic and dramatic works that poetize other poets. 
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Columbia University 
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